
exactly like, but he has offered us a bold
intellectual adventure – the fruit of years of
experience and knowledge. It will be a long
time, I suspect, before a better book on the
cathedral will come to supersede his.

1 R. Recht: L’Alsace gothique de 1300 à 1365: Etude 
d’architecture religieuse, Colmar 1974; idem: Nicolas de
Leyde et la sculpture à Strasbourg, Strasbourg 1987; idem,
ed.: exh. cat. Les Bâtisseurs des Cathédrales Gothiques,
Strasbourg (L’Ancienne Douane) 1989; and idem: Le
Dessin d’architecture: Origine et fonctions, Paris 1995.
2 It first appeared as Le Croire et le voir: L’Art des cathe-
drals (XIIe – XVe siècle), Paris 1999.
3 The most obvious exception is Christopher Wilson’s
masterly synthesis The Gothic Cathedral. The Architecture
of the Great Church 1130–1530, London 1990.

Francesco di Simone Ferrucci. Itinerari
di uno scultore fiorentino fra Toscana,
Romagna e Montefeltro. By Linda 
Pisani. 229 pp. incl. 211 b. & w. ills. 
(Leo S. Olschki, Florence, 2007), €78. 
ISBN 978–88–222–5613–1.

Reviewed by ANDREW BUTTERFIELD

LINDA PISANI’S BOOK on Francesco di Simone
Ferrucci is the most comprehensive exam -
ination of the artist ever presented and a fine
contribution to the study of late fifteenth-
century sculpture. With the primary goal of
reconstructing the artist’s life and clarifying his
œuvre, the author concentrates her efforts on
the classic methods of documentary research
and stylistic analysis. The results form a sound
and sturdy account of a figure who had not
been clearly understood before. 
The book consists of two chapters. The

first, entitled ‘Il percorso di Francesco di
Simone’, provides an overview of his biog -
raphy and artistic production. The second,
somewhat misleadingly called ‘La biografia e il
catalogo delle opere’, contains both a register
(but not transcriptions) of relevant doc -
uments, almost all of which have been pub-
lished before, and a catalogue of his  sculptures
and of the sheets from the so-called Verroc-
chio sketchbook. Francesco di Simone was
the son of an assistant to Lorenzo Ghi berti and
spent much of his own career as a secondary
figure; as Pisani states in her conclusion, 
Ferrucci was not ‘una delle menti più geniali dei
suoi tempi’. Studying an artist of this kind, one
might have wanted to ask  questions about
technique, workshop organisation, channels
of influence and the like. Indeed, Pisani has
previously written an  interesting article on
Florentine workshop practice,1 but unfor -
tunately she does not expand on such research
in her present book. 
Nonetheless, there is much to consider in

her study. One section that merits special
attention is her stimulating discussion of the
relief in the Bargello of a woman dying in
childbirth, a work that has long been asso -
ciated with Verrocchio and has generally
been said to depict the death of Francesca

Tornabuoni. Pisani offers several new
hypotheses about the work. One is that it
might represent Fiammetta di Donato di
Matteo Adimari, the first wife of Filippo
Strozzi, who died on 23rd August 1476 after
having given birth to a daughter on 6th
August of that year. The advantage of this
theory is that this sculpture is often said to be
identifiable with a relief bearing the Strozzi
coat of arms that was  listed in the 1666
inventory of the Medici collection. How -
ever, as Pisani admits, there are unresolved
problems with this theory. We do not know
where Fiammetta was buried or whether she
was honoured with a tomb. Moreover, the
male protagonist in the relief looks a good
deal like the known  portraits of Giovanni
Tornabuoni. This leads Pisani to an alter -
native theory that this relief was not made 
for the tomb of Francesca Tornabuoni in S.
Maria sopra Minerva in Rome, as has gener-
ally been thought, but rather that it was 
produced for a second monument to her
commissioned by Giovanni Tornabuoni in
his testament of 1490 for the cappella maggiore
of S. Maria Novella in Florence. Pisani does
not insist on either theory, and both sugges-
tions should provoke renewed study of this
perplexing relief. 
Another part of the book that will interest

many readers is Pisani’s account of the 
so-called Verrocchio sketchbook. She offers
the plausible idea that this is not by Francesco
di Simone, but instead by his cousin Sandro di
Marco di Nanni, who was a member of his
workshop. Pisani also provides notably good
discussions of Ferrucci’s Eucharistic taber -
nacle in Monteluce, the Tartagni monument
in Bologna, the Barbara Manfredi monument
in Forlì and of the Pietro Minerbetti tomb, of
which she publishes a previously unknown
photograph taken around 1900 when it was
still intact in the Bardini collection.
The author and the subject have been ably

served by the publisher: the book is beautiful-
ly produced and, although all the photographs
are printed in black and white, the plates are
of exceptional clarity.

1 L. Pisani: ‘The Exchange of Models in Florentine
Workshops of the Quattrocento’, Journal of the Warburg
and Courtauld Institutes 67 (2004), pp.269–74.

Antonio Lombardo. By Alessandra Sarchi.
393 pp. incl. 191 b. & w. ills. (Istituto 
Veneto di Scienze, Lettere ed Arti, Venice,
2008), €48. ISBN 978–88–88143–97–2.

Reviewed by MANFRED LEITHE-JASPER

IN RECENT YEARS Alessandra Sarchi has 
published some interesting material on late
fifteenth- and sixteenth-century Venetian
sculpture, especially with regard to Antonio
Lombardo. This book is the revised and
expanded publication of her 2003 doctoral
dissertation devoted to the artist. The book

has six chapters that are divided into several
sub-sections, followed by a detailed cat -
alogue raisonné, a list of documents, an
extensive bibliography, a list of illustrations
and an index of names.
The first chapter, devoted to the artist’s

critical fortune, is followed by an examina-
tion of Antonio’s early artistic development.
This is a particularly difficult undertaking for
several reasons: the date and the place of his
birth are unknown; for decades he worked in
the workshop of his father, Pietro Lombardo
(only in 1513 did he cut himself loose legally
from his father’s ‘firm’); and his first well-
documented and signed work is the marble
relief of the Miracle of the new-born child in the
Cappella dell’Arca delle Reliquie in the
Basilica of St Anthony, Padua, which was
made between 1500 and 1505 (Fig.45). If we
accept 1458 as the artist’s year of birth then he
would already have been over forty years old
when he made this relief, which illustrates the
difficulty in establishing what the early work
of Antonio was like; we can only work on the
basis of stylistic analysis and what we know
about secure sculpture by his father and
brother. Sarchi fulfils her task with great skill,
carefully weighing up ideas already advanced
but not afraid of providing her own solutions,
with which this reviewer, on the whole, can
happily agree, although, admittedly, any
identification of the various hands at work in
the 1480s on the sculptural decoration of S.
Maria dei Miracoli, Venice, will of necessity
involve a fair amount of speculation.
As one can gather from the third chapter,

exploring Antonio’s collaboration with his
older brother, Tullio – for example, on the
reliefs on the façade of the Scuola Grande 
di S. Marco in Venice and especially on 
the funerary monument of Doge Andrea
Vendramin, today in the presbytery of SS.
Giovanni e Paolo – the absence of documen-
tary evidence means that stylistic analysis is
the only available tool, even if this is made
easier by the fact that at least Tullio’s œuvre is
more clearly defined by documents and
signed works.
We thus find ourselves on more secure

ground only in the fourth chapter, dealing
with the early sixteenth century, when the
author discusses the Miracle of the new-born
child and the work in the funerary chapel of
Cardinal Giambattista Zen in S. Marco,
Venice, which was carried out more or less
simultaneously. And although these two
works seem to have been studied exhaustive-
ly – the latter notably by Bertrand Jestaz1 –
Sarchi provides some important additional
observations on iconography, the relevant
documents and recently voiced opinions.
In the shorter, but no less important, fifth

chapter the author examines Antonio’s social
status, first in Venice as an increasingly
prominent associate, together with Tullio, in
his father’s ‘firm’, and then from 1506 as
court artist in Ferrara in the service of Duke
Alfonso I d’Este. The final chapter is devot-
ed to the artist’s late works (Antonio is
thought to have died in 1516, although this
can only be indirectly deduced from the 
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